where meaning resides -in the body, in between bodies, in the voice, in gestures, in words, in spoken or written language, in movement language, in languages of the body. In the following writing, I will expand on ideas on the shifting role of the choreographer from author to editor, the dancer as copyist, performance as a 'catching up' in time and place and the implications of a continued understanding of choreography as a theoretical as and a practical field of study.
In a recent publication Jenn Joy reminds us of the urgency to see 'dance and choreography not only as artistic strategies and disciplines but also as intrinsically theoretical and critical practices ' (2014: 15) . The choreographic practice discussed in this article aligns itself with this expanded understanding of choreography and attempts to critique the idea that dance is a form of expression that lends itself to producing experiences of aesthetic (visual) pleasure and satisfaction in the viewer. Claudia Kappenberg and Douglas Rosenberg promote this notion in relation to screendance as they write in The International Journal of Screendance 1, 'we aim to reframe screendance as a 2 form of research that examines the interrelationships of composition, choreographic language, and meanings of body, movement, space and time' (Rosenberg and Kappenberg 2010: 1) . Similarly, I have argued elsewhere (Hildebrandt 2016 ) that choreography at the beginning of the twenty-first century should not only be understood as contained in the discipline of dance, but as an expanded practice relevant not just to the field of arts or education but also to society at large. Choreography as a theoretical and a practical field of study opens up possibilities for a new approach to training dancers through understanding itself both as a theoretical tool and a 'doing' practice. The intertwining of theory and practice comments on important and timely philosophical issues that expand beyond dance, such as subjectivity, representation, embodiment, authorship, spectatorship, participation, collaboration and knowledge production. In this way dance, which places an emphasis on individual experience and movement, becomes even more relevant to many current political processes, such as globalization and changing labour/work structures. Today, dance is expanding beyond its perception as an object that can be described in terms of style (of a certain choreographer-author) or subject matter (theme). As it becomes increasingly more recognized for its potential as a form of production (rather than representation), it can comment on its own politics and is able to reposition itself in a wider social and political context. As Joy argues, 'choreography as critical concept and practice attunes us to a more productively uncertain, precarious, and ecstatic understanding of aesthetics and art making ' (2014: back cover). 
The dancer as copyist
It is common knowledge and practice that dancers traditionally learn their craft by copying (movement) from others. In a technique class the teacher would often show exercises and sequences, which the dance students copy. This is a traditional way of transmitting dance knowledge (about a certain technique, a piece of repertoire or a choreography) from one body to another. Dance students often spend many years copying other people's movements before they start creating their own work. They engage in a process of repeating and returning again and again in order to inscribe and memorize certain techniques and to preserve another's gesture. It could be said then that 6 dancers construct their own identity, and becomes oneselves, through copying others.
In After the Future, I playfully comment on the 'show and copy' tradition by presenting the dancer as 'virtuoso' copyist, foregrounding notions of synchronicity and difference that are fundamental principles in choreographic practice. I tried to emphasize this by giving Dimitrakopoulou the task to copy
Berardi as accurately as possible. I wanted her to engage in the act of copying, to be fully absorbed in it in order to create distance and to work against notions of 'performance'. Despite her obvious awareness that she is performing, she does not try to 'act like' or even portray Berardi. The focus for her is on 'doing' rather than 'being'.
The difference between 'doing' and 'being' was further emphasized when the work was presented as a live performance. The moments of 'pause' between the sections became important markers in highlighting Dimitrakopoulou's tasklike activity, as she returned to a 'neutral' position, to her own physicality, for a split second. Dimitrakopoulou's direct relationship with the camera in the video is different to when the work is performed live, as the relationship, which is normally immediate, is disrupted by technology. During the live performance, the almost dialectical character and tone of Berardi's talk was emphasized as it became even more difficult for Dimitrakopoulou to 'connect'
with the people in front of her due to the distance that the laptop screen created between her and the audience. The technological 'obstacle' ironically points towards the impossibility of performance to communicate 'directly' in a 7 straightforward way. Nonetheless, the video clearly shows the bodily differences between Dimitrakopoulou and Berardi as the task of copying exposes the physicality, the character, the expressiveness, the gestures, the habits and the accents of both 'performers'. One of the reasons for choosing
Berardi as a subject for copy was his engaging physicality and his distinct presence as a performer that Dimitrakopoulou can only fail to match and that, in turn, brings out her own physicality even more. I suggest that the act of copying for a post-conceptual dancer functions as a kind of relief, in which she is no longer required to fully express herself through an emphasis on her 
The choreographer as editor
If the dancer partakes in the act of copying, with its multiple translations that complicate notions of time and authenticity, I propose the act of editing as the practice of the choreographer. André Lepecki has described choreography as a 'system of command' (Allsopp and Lepecki 2008: 3) that controls and disciplines bodies in the same way as we could say language is a system of command that controls and disciplines (written and spoken) voices. Whereas my practice at times acknowledges and exposes these commanding systems, it also seeks to escape and challenge them. It approaches choreography as an expanded practice by trying to find alternative strategies for making dance work, such as methods of copying and editing. Overall I have likened the role of the choreographer to that of an editor of words and movements, an editor who understands dance in the twenty-first century as an expanded practice that does not necessarily engage the conventional object of dance: dancing.
Appendix: After the Future: A Homage to Bifo -Transcript
You know, all along the modern times the myth of the future has been connected to the myth of energy; think about Faust, for instance. This idea that the future is energy: more and more and more. More speed, more strength, more consumption, more things, more violence. Futurism is the point of passage, the final step to full modernity, and futurism is the exaltation of violence, of despising the woman, for instance. The woman is weakness, is senselessness, is feebleness. Everything the modern energy wants to forget about: forget the woman, despise the woman, exalt war, exalt violence, exalt acceleration. This is futurism.
The end of the future
Now futurism has brought the world to this point of total despair. Futurism without future. This is the present reality we are facing and we have to invent something beyond this obsession of the future because the future is over. And saying that the future is over does not mean that tomorrow we will not get up -we will get up -but please, don't be obsessed about the idea that want more things, more violence, more speed. We want more time to live.
At a certain moment in the year '77, as far as I can remember, we had the perception that the future was over. We had the perception that the idea of the constant growth was leading us to destruction and to war, to total exploitation of our life, in the name of the future. So, in some places of the world, for 
Post-futurism
So what now? You see what is happening now, at the beginning of the second decade of this century that comes after the end of the future. You can see this destruction, this devastation, of the possibilities that modernity has created. You see it in the dictatorship of the financial economy. Financial economy is destroying intelligence, is destroying public schools, is destroying creativity, is destroying the environment, is destroying water, is destroying weather. Everything has to be sacrificed to the growth -this abstract growthof money, of value, of nothing. So, how can we withdrawal from this kind of craziness. I think that we have to act, and to live, in a post-futurist way which means we have to choose a slowness of pleasure -like the birds in the sky, like the flowers in the fields, they don't need to work, they don't need to 17 accumulate, they don't need to possess. They need to have pleasure, to live, to live in time. Time is not something that you can accumulate. Time is something you can accommodate in, and take pleasure of the decomposition of yourself. Taking pleasure in the becoming-other of yourself. Becomingother means being yourself without protecting yourself. This is post-futurism, I
guess.
Ungrowth
Ungrowth is a difficult word to use. I actually don't really like the word. It is an approximation to a better concept that we should invent. Growth means the constant expansion of capital, of property, of the world of things. But we do not need not more things, we need more time. We do not need more property, we need more joy. The collective intelligence, the social organization of collective brain has created the possibility of producing everything we need without more exploitation. So the problem now is not to restart growth; the problem now is to find a way to enjoy what we already have, and develop the possibility of self-care, of self-therapy, of self-education. Society has to come out from the obsession of growth.
The problem of this word -ungrowth -is that it seems to hint to something less. Not at all. What we need is not less life, less pleasure. We need more life! More pleasure! But more life, more pleasure does not imply more consumption, more merchandise, more work! We are dying because of the huge bubble of work. We have been working too much during the last 500 years. We have been working too too much during the last 30 years.
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Stop working now. Start living, please.
Singularity
A French philosopher called Simondon uses the word individualization.
Individualization is the ability to be yourself in separation from the world.
Singularity is something different; singularity is the ability to become yourself, creating the world with your becoming-yourself.
The history of capitalism, the history of accumulation, of growth, is the history of the homogenization of different lifestyles, of different rhythms, of different relationships with the world. Everything must become similar, homogenous, exchangeable. Singularity is the ability to withdraw from this kind of homogenization. Singularity is joy in becoming yourself.
Precarization
In the second volume of the Grundrisse, Marx speaks of General Intellect.
General intellect is a fundamental concept if you want to understand
something of what is happening now, a century and a half after Marx. General intellect means the connection of infinite fragments of human intelligence in a continuous machine of production.
Cognitariat is a word, a concept, meaning at the same time the general intellect at work and the body -the denied body, the forgotten body -of the 19 general intellect. Because, as you know, the general intellect has a body. An erotic body, a social body. But when we are working in the network machine we forget about that body. This is sickening us. This is producing pathologies. what we are really producing is not that. It's the concept, it's the sign, it's the semio, as the old Greeks said. Semiocapital is the new condition of capitalism in a world, in a situation, where the production is essentially semio-production.
Production of projects, production of financial figures, production of words, production of concepts, production of simulation. Semiocapital is essentially about simulation. Simulated capitalism. This is semiocapitalism.
Actually, when you think about the present condition, you should be aware it's not so much about cognitive capitalism. Capitalism is not cognitive, capitalism is financial if you want, is abstract, is simulated. Work is cognitive work. And capital is becoming more and more the immaterial world of production of illusions.
Semiocapitalism is all about acceleration, acceleration of the info-sphere. The info-sphere is the environment filled and saturated with signs. We produce signs, we receive and consummate signs, and the acceleration of the infosphere is increase and growth in capital value. More signs, more simulations, more and more. And this kind of acceleration is producing an affect of designification of the world. More signs, more information, less meaning.
Remember that this idea of enmeshed information was an idea of William 
Thera-poetry
Giorgio Agamben, in a text about language and death, says that the voice is the meeting point of body and meaning. Interesting idea. And I would say that poetry is the meeting point of meaning and sound -meaning and music.
Because music does not mean only sound, it means rhythm. And what we need is to find our singular rhythm. Singularity is all about rhythm. It is about recording your refrain, your ability to relate to the stars in the sky, to the ground, to the body of the other, to your own body. So I say the thera-poetry, 
